the Spanish families Cardona and Fernández de Córdoba appear in different places in the manuscript and Kellman suggested that the transfer of the Chigi Codex to the Spaniards occurred after the death of its first owner in 1515.
2 Seven works, the foliation in the upper right margin of the recto folios and a table of contents with a heading that reads Tabla de missas y motetes were added by a Spanish scribe.
3 Since Mouton's motet Quis dabit oculis, written on the death of Anne of Brittany in 1514, is also among the added works, Kellman concluded that these additions to the Chigi Codex were made after that date. The assumption that the manuscript travelled to Spain is further supported by a seventeenth-century inscription written in Italian on the flyleaf of the manuscript, which affirms that the book was used in Spain. 4 The new evidence presented here regarding the Cardona coat of arms suggests that the post-1514 additions to the manuscript were made, not, as traditionally assumed, in Spain, but rather in the Spanish milieu of the viceroyalty of Naples. Similarly, the identification of the three members of the Fernández de Córdoba family whose coats of arms, painted over those of the Bouton family, appear on folios 3 v and the beautifully illuminated 19 v -20 r further supports the Spanish-Neapolitan connection of the manu- In the upper left margin of folio 284 v , the Chigi Codex bears the coat of arms of an unidentified member of the Spanish Cardona family (see Figure 1a and the detail in Figure 1b) . The Cardona family was one of the most illustrious of the Catalan nobility. A brief explanation of the different branches of the family will help to clarify the problem of identifying the coat of arms in the Chigi Codex. Figure 2 shows the family tree of the four branches of the Cardona family during the fifteenth and early sixteenth centuries. The information about the Cardona family tree has been taken from a much more detailed tree presented by the prestigious Catalan historian and heraldry specialist A. de Fluvià, 'Cardona', Gran enciclopèdia catalana (Barcelona, 1973) , iv, pp. 404-5. The coats of arms of the members of the Order of the Golden Fleece painted in 1519 above the back seats of the choir at Barcelona Cathedral are still extant. Even at a glance, the coat of arms in the Chigi Codex in Figure 1b and the coat of arms of the second Duke of Cardona (Figure 4 ) do not match. 13 A description of the shield of the second Duke of Cardona, however, serves to clarify some important points regarding the arms of the Cardona family in the Chigi Codex.
The shield of Ferran Ramón Folc, second Duke of Cardona, is divided per quarterly. In the first and fourth quarters the combined arms of Cardona and Urgell are repeated; the arms of Urgell (one of the oldest counties of Catalonia) came from his grandmother's family. On the second and third quarters the crowned double-headed eagle stands for his recently acquired possessions as Marquis of Pallars.
14 A separate shield on the upper left corner in Figure 4 shows that, at the time, the arms of Cardona alone consisted of a shield divided per saltire with the four bars of Aragon in the first and fourth compartments, three thistles [in Spanish 'cardos', hence the name Cardona] in the second compartment, and a field of fleurs-de-lis in the third compartment to indicate that the Anjou were among their ancestors. This compartment with the fleurs-de-lis bears a so-called label of cadency that looks like a small bridge. These marks of cadency served either to differentiate the shield of the head of a family from that of other relatives or to distinguish one branch of the family from the senior line. The Cardona connection with the Anjou dynasty, however, goes back to the Middle Ages. 15 Thus, this particular label of cadency in the field of fleurs-de-lis had become an integral part of all Cardona shields very early in the history of the family, and by the sixteenth century had no specific meaning to identify a particular individual: all Cardona coats of arms should bear this mark of cadency in the field of fleurs-de-lis. Sometimes the mark is omitted, as can be seen in the same shield of the second Duke of Cardona in the choir stalls of Barcelona Cathedral ( Figure 5) ; it is identical in all details to the printed version of 1665 ( Figure 4 ) except for the mark of cadency, which is missing. Since the original coats of arms at Barcelona Cathedral were restored in the eighteenth century, it might well have been overpainted at that time. 16 This branch of the Dukes of Cardona can thus be discarded as possible owners of Chigi, since the coat of arms of the second Duke of Cardona, the head of the family around the time of the additions to the Chigi Codex, does not match the one in the manuscript. Furthermore, there is no ecclesiastical heraldry in the Chigi coat of arms to suggest that any of the Cardona bishops and/or archbishops in Barcelona were responsible for the additions.
Another coat of arms of a distinguished individual from a different branch of the Cardona family, namely that of the counts of Collesano and Chiusa, should be considered here. Pere de Cardona, Count of Collesano (d. 1450), was also a member of the Order of the Golden Fleece and thus his coat of arms appeared in Jean-Baptiste Maurice's book devoted to the heraldry of the members of the Order ( Figure 6 ). 17 An important detail is the presence of the same label of cadency in the field of fleurs-de-lis found in the shield of the other branch of the family. This confirms that the mark is an integral part of the Cardona field of fleurs-de-lis independent of both its location within the shield or the branch of the family to which a particular individual belonged. The mid-fifteenth-century coat of arms of this Cardona is also very different from the one in the Chigi Codex, and the other two Counts of Collesano who came after him (listed in Figure 2) could not have had, through family alliances, a coat of arms like the one in Chigi. Thus, this branch of the family should also be discarded.
The member of the Cardona family who owned the Chigi Codex in fact belonged to the branch of the Cardona-Anglesola, the (Figure 8a) . 21 It is one of the most notable examples of Renaissance Italian art in the Iberian peninsula, and the coat of arms on this sepulchre matches the one in the Chigi Codex (Figure 8b ).
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A comparison between the shield in the Chigi Codex and the one on Ramón de Cardona's tomb shows that both shields are on the tomb does not, or at least it is not visible. As stated before, however, for the purposes of identifying a particular individual within the family, the absence of this label of cadency in the shield of Ramón de Cardona is not important, since it is assumed that it pertains to all the members of the Cardona family. It is not possible to ascertain whether the sculptor Giovanni da Nola was incorrectly instructed about this detail in the coat of arms or whether he simply overlooked it. As was the case with the coat of arms of the second Duke of Cardona in the choir stalls of Barcelona Cathedral, this label of cadency is sometimes omitted. The four horizontal bars on the sinister side of the shield (right) stand for the Centelles family of the Viceroy's grandmother. It should be pointed out that the most commonly found Centelles coat of arms differs from the example here, but there is a variant of the Centelles shield in which the sinister side of the arms also consists of four bars like those in the coat of arms in the tomb of the Viceroy. 23 Thus, in the same way that the coat of arms of the second Duke of Cardona contains the arms of Urgell from his grandmother, the shield of the Viceroy of Naples incorporates those of Centelles also from his grandmother.
As shown in Figure 1a , the scribe who added the Cardona coat of arms on folio 284 v of the Chigi Codex also drew the profile of a man's head with a helmet in the bottom margin. In the introduction to the facsimile edition of the manuscript, Kellman asked whether this drawing might have been 'a sketch of the owner'.
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This sketch is not dissimilar to the profiles of Neapolitan viceroys as they appear on sixteenth-century coins. 25 The comparison of this sketch with an undated portrait of Ramón de Cardona (Figure 9 ) offers no definitive answer to Kellman's question. 26 At first the two figures seem to depict two different people, but the sketch portrays a mature man of arms, not a young man, and this fits If the Cardona coat of arms in Chigi can be taken as that of the Viceroy of Naples, it can be concluded that the addition of seven works (as well as of the foliation and the table of contents) took place in the Spanish milieu of the Viceroyalty of Naples no later than 1522, the date of the Viceroy's death. How the Viceroy acquired the manuscript is difficult to ascertain. Since he had been fighting the French successfully for many years, possibly the Chigi Codex came to him as the booty of war, but it seems that the Bouton family was not involved in the Italian campaign. Ramón de Cardona maintained a lavish court in Naples, and an anonymous novel, Question de amor, first printed in 1513, affords a glimpse of the court life there. This mixture of novel and chronicle presents historical characters using fictitious names; Benedetto Croce was the first to disentangle who was who in the novel. 27 The work concludes with a description of Ramón de Cardona's impressive army going to the battle of Ravenna with a retinue that included a chapel of twelve singers with drums and Italian trumpets. 28 The 
29
Being able to document Ramón de Cardona's chapel of twelve singers, as mentioned in Question de amor, would certainly place the Chigi Codex in a musical context, but most of the Neapolitan archival material from the early sixteenth century has been destroyed. 30 Moreover, the identity and activities of the Spanish composer Madrid, whose Asperges me appears in the same folio as the Cardona coat of arms, are not known. At least three musicians with the name Madrid are active at this time: the rebec player Diego or Juan de Madrid who served Queen Isabella; Juan Fernández de Madrid, a singer in the royal Aragonese chapel between 1479 and 1482; and perhaps the most likely candidate, Juan Ruiz de Madrid, a singer in the same chapel between 1493 and 1501. 31 There are two complete rosters ('Libretti di salari ordinari') at Simancas Archive with payments to the entire viceroyal household and army in Naples for the years 1512 and 1514, but no one in the rosters is described as a singer; among the people who served regularly appear four 'trombetti bastardi' and four 'ministriles', as well as the 'cappellano maggiore', an administrative position more than a musical one. Perhaps some of the people paid there were also active as singers, but it is not possible to establish this. 32 The coats of arms of the Fernández de Córdoba in the Chigi Codex must now be considered. The basic coat of arms of this family is barry of three horizontal red bars on a field of gold. This coat of arms appears several times throughout the manuscript, and was painted over the Bouton family coat of arms; Figure 10 shows the only Bouton coat of arms in the manuscript that was not overpainted. The three Fernández de Córdoba shields on folio 3 v and in the opening of the illuminated folios 19 v -20 r are particularly important since they contain additional heraldic attributes that permit the identification of three different members of the family to whom they belong. The shield on folio 20 r (see the opening of folios 19 v -20 r in Figure 11 ) has two heraldic elements that help to identify its owner. First, there is the rope or cord surrounding the shield. According to the Enciclopedia heráldica this rope indicates that the shield is that of a woman; moreover, the particular way in which this rope forms knots around the shield and the crown shows that the woman was a widow. 33 The second heraldic element is the crown itself surmounting the shield; this particular crown is that of a duchess. With this information, and after a detailed Figure 13a , the Line of Cabra, under number 2, and the Line of the Alcaides de los Donceles, under number 3); both had the same name, Diego Fernández de Córdoba: one was an elderly man, the other a young member of the family. As a reward for the capture of the Moorish king, the Catholic Monarchs Isabella and Ferdinand allowed them to have, from then on, his figure depicted chained to the shield of their respective families. Only these two branches of the Fernández de Córdoba family carry v and 19 v of the Chigi Codex is the rope surrounding the shield in the latter folio. As mentioned, this rope means that it is the shield of a woman. 37 She is most likely the wife of the man who has the same coat of arms without the rope on folio 3 v (see Figure 12 ), since women often adopted the arms of their husbands. Who, then, is this Spanish couple who owned the Chigi Codex?
Taking into account the identification of the coat of arms on folio 20 r as that of María Manrique, it can be suggested that this couple is Elvira Fernández de Córdoba and Luis Fernández de Córdoba, daughter and son-in-law respectively of El Gran Capitán (see the family tree in Figure 13b , under family lines 1 and 2).
Emilio Ros-Fábregas 248 37 Flynn Warmington pointed out in discussion at the Leuven conference that men could occasionally have similar attributes in their shields. However, it would seem inconsistent to have two coats of arms in the same manuscript referring to the same person but with only this difference. Thus on folios 19 v -20 r of the manuscript the shields of both mother and daughter can be found. Luis Fernández de Córdoba, fourth Count of Cabra, belongs to one of the branches of the family that uses the Moorish king in its shield. Through his marriage in 1518 he became Duke of Sessa and was heir to the properties and entitlements of El Gran Capitán in the Kingdom of Naples. He had served as a 'menino' of Charles V in the Low Countries in 1516-17 and was later named ambassador in Rome in 1522. He died there only four years later; Elvira, his wife, had died in 1524. 38 The particular combination of these three different Fernández de Córdoba coats of arms in the Chigi Codex (two shields with the head of the Moorish king and one without it) can be explained only by an alliance between the main house of the family, namely the main line of Aguilar -which does not have the Moorish king chained to the shield -and one of the other two branches of the family with the Moorish king in the shield. This alliance only occurs with this particular marriage. 39 Moreover, as can be seen in the lower right corner of Figure 13b , a daughter of this couple married the son of the Viceroy Ramón de Cardona in 1539, and this alliance affords the closest possible association in place and time of the two families who placed their coats of arms in the manuscript.
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There is a hitherto unnoticed detail in the illumination on folio 20 r that is of particular importance (Figure 14) . The kneeling figure, whose face has been painted over that of a previous donor figure, is wearing the collar of the French royal Order of St Michel, 39 It should be mentioned that after 1517 the head of the entire Fernández de Córdoba family was Catalina Fernández de Córdoba (see her name in Figure 13a , under the main line 1 of the family). Since the illumination on folio 20 r includes the symbolic wheel of St Catherine of Alexandria it is tempting to think that the Fernández de Córdoba shield on that folio might be hers. However, this is not possible, since she married someone outside the Fernández de Córdoba family, and the shield would have combined her arms with those of her husband, who died in 1528. Curiously enough, both her cousins of the same name, Luis Fernández de Córdoba (from lines 2 and 3 of the family) did try to marry her. The Luis Fernández de Córdoba in question (from line 2) sent emissaries to her from the Low Countries to arrange the marriage, but these plans came to naught. also a later addition to the illumination. 41 It is possible that, since the coat of arms of Gonzalo Fernández de Córdoba's widow is included on this folio, the kneeling figure's face was modified to represent her husband, El Gran Capitán. In 1507, on their way back to Spain from Naples, King Ferdinand and Gonzalo Fernández de Córdoba stopped at Savona, where they were received by Louis XII. El Gran Capitán was especially treated with all honours as the invincible Spanish general who had defeated the French on countless occasions. 42 According to Bethencourt, Gonzalo Fernández de Córdoba was invited to sit at the royal table, normally a royal prerogative, and at some point during the visit, Louis XII took his own collar -most likely that of the Order of St Michel -and gave it to El Gran Capitán. 43 Thus, it would seem plausible to identify the kneeling figure portrayed on folio 20 r as Gonzalo Fernández de Córdoba. Although this meeting of El Gran Capitán with Louis XII would have provided the opportunity for the manuscript to be presented as a gift, there is a possible problem with this hypothesis. According to the statutes of the Order of St Michel, King Francis I, in his first meeting of the Order in 1516, changed the appearance of the collar: for the silk cord (probably used to connect the shell-like pieces of the collar) a double golden cord was substituted. 44 This was done in memory of St Francis and of Anne of Brittany, twice Queen of France and Francis I's mother-in-law, who had established the Order of the Cordelière. 45 The collar added to the kneeling figure on folio 20 r of , au premier chapitre qu'il tint, après son sacre, en septembre 1516, changea les aiguillettes de soie du collier en doubles cordelières d'or, en mémoire de saint François, tant à cause qu'il s'appelait François, que pour conserver la mémoire de la reine Anne de Bretagne, mère de la reine Claude, sa femme, qui l'en avait prié".' (The statutes of the Order (of St Michel) say, in fact, that 'King Francis I, at the first meeting he held, after his coronation, in September 1516, changed the collar's silk cord for a double golden cord, in memory of St Francis, both because his name was Francis and to preserve the memory of Queen Anne of Brittany -mother of Queen Claude, his wife -who had asked him to do so'.) The statutes of the Order are found in the manuscript Paris, Bibliothèque Nationale de France, f. fr. 19819; the miniature on fol. 1 shows King Louis XI with fourteen members of the Order wearing the collar and four officers. See also below, n. 54. r wearing such a collar might be. 46 Was there another owner of the Chigi Codex besides those whose coats of arms have already been identified? According to Kellman, 'On fol. 20, it was Catherine [Philippe Bouton's wife] who was originally the donor, presented by St. Catherine, before her figure was overpainted with that of the nobleman we now see.' 47 While there is no doubt that the Bouton family at some point owned the manuscript, 48 the kneeling figure is wearing ermine, a royal attribute, over his/her shoulders, which perhaps was added together with the collar of the Order of St Michel. 49 Moreover, the illumination depicts no ordinary interior chamber or room, since it is open to the street on the left side. This setting would be more characteristic of a so-called 'lit de justice'; that is, the wooden scaffold, canopy, backdrop, and decorative draperies that cordoned off space for kings, symbolizing royal justice. 50 That this other owner, a member of the Order of St Michel wearing ermine, probably was a French-speaking person is suggested by the fact that the word 'Bouton' or 'Boutton' in the motto 'Ung seul Bouton' was replaced by the word 'Dieu', 51 and, as we shall see, it is very unlikely that the Cardona or the Fernández de Córdoba owners would have made that change to produce the French motto 'Ung seul Dieu'. 52 These new pieces of evidence seem to point to a royal owner of the Chigi Codex and it is possible to speculate briefly about such a person.
Comparing the two coats of arms on folios 19 v and 20 r , it can be seen that the frames in which they are inserted are different; on folio 19 v the frame is square, while the frame on folio 20 r has a more irregular and artistic shape. The addition of the Moorish king on folio 19 v probably necessitated extensive changes in the space reserved for the illumination, and these changes may ultimately have affected the shape of the frame itself. On the other hand, the coat of arms on folio 20 r seems to have kept the original frame, which is more elaborate and even enters the decorated margin of the page. The letter B for the voice designation Bassus seems also to be original and as a whole everything is well proportioned. Perhaps the only modification in the original coat of arms of folio 20 r took place inside the shield, and therefore the heraldic attributes of the rope and ducal crown might be connected to a possible royal owner of the manuscript: a duchess and widow of the French royal family. If so, there are three possible candidates, but the one who seems the most likely is Anne, Duchess of Brittany and twice Queen of France; 53 it was she, as mentioned earlier, who established the heraldic fashion of the rope in her
The Coats of Arms in the Chigi Codex 255 coat of arms in memory of her first husband. 54 Anne's first marriage to Charles VIII ended with his death on 7 April 1498 and she married Louis XII on 8 January 1499; during those nine months she was a widow and therefore her coat of arms might have been inserted in the Chigi Codex at that time. 55 On the one hand, the presence of St Catherine in the illumination on folio 20 r would seem to argue against Anne's connection with the manuscript, 56 58 The painting entitled The Sacre of Louis XII is one of the two wings of an altarpiece now at the Musée de Cluny in Paris; they come from the Chapelle du Puy in Amiens Cathedral, and can be dated to 1501. For illustrations of this painting and of the printer's device of Antoine Caillaut (before 1506), see Scheller, 'Ensigns of Authority', pp. 117 and 123. Caillaut's woodcut displays the royal crowned coat of arms with three fleursde-lis held by two angels above the arms of Paris, the motto in the border decoration. It should be pointed out that the Bouton coat of arms on fol. 249 v of the Chigi Codex appears between two angels, and that, according to García Carraffa, Enciclopedia heráldica, pp. 163-4, the presence of angels as so-called supporters of shields is exclusively reserved for kings and princes. He also states that the supporters are usually figures or animals already found in the shield; in Bouton's case this would be the eagle. A. C. Fox-Davies, A Complete Guide to Heraldry, revised and annotated by J. P. Brooke-Little (London, 1985), pp. 309 and 329, gives some examples of the presence of angels as supporters of shields. 59 This modification would have not been unique in French royal manuscripts. Louis XII's face was painted over that of Charles VIII in a miniature in a book of hours (Madrid, Biblioteca Nacional, MS Vit. 24/1, fol. 3 r ); see Scheller, 'Imperial Themes', pp. 24-5. In Leuven I pointed out that perhaps the original kneeling figure on fol. 20 r of the Chigi Codex was Charles VIII, and that the female figure of St Catherine -often associated with the gift of eloquence -might represent in a symbolic way the support Anne of Brittany provided to her husband's problems with speech. In fact, St Catherine's light brown dress in this illumination is similar to Anne's dress in her book of hours.
That Mouton's motet Quis dabit oculis, written for the death of Anne of Brittany in 1514, was added to the manuscript by a later owner may be more significant than previously thought.
Spaniards, perhaps the disposition of the three distinct sections of the main corpus of the manuscript reflects a change of intended recipient in the earliest stages of its compilation. 60 The manuscript was probably kept by the Fernández de Córdoba family during the later part of the sixteenth century. A grandson of the Viceroy (see Figure 13b) , who also married a member of the Fernández de Cordoba family, spent fourteen years as Ambassador to Rome between 1590 and 1604. This member of the Cardona Fernández de Córdoba family inherited all the nobility titles of both lines 1 and 2 of the Fernández de Córdoba family as well as those of the Cardona-Anglesola family (see Figure 13b ), but subsequently had to sell part of his patrimony;
61 it was perhaps during this time that the manuscript passed to Italian hands before its acquisition by Fabio Chigi in the 1660s. The intriguing story of the Chigi Codex should certainly encourage further investigation of patronage by the Iberian nobility. Since traditional musicology has associated Spanish music of the late fifteenth and early sixteenth centuries almost exclusively with the royal chapels, it is now essential to pursue archival research in the records of families such as the Cardona and Fernández de Córdoba. The work ahead promises to be very fruitful and will enter uncharted territory.
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